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PREFACE. 

This  "  Process  of  Vocal  Study,"  written  for  my  pu- 
pils, is  designed  as  a  guide  in  their  daily  study  and  to 
furnish  them  material  for  systematic  teaching.  It  con- 
tains directions  for  correct  position,  and  exercises  for 
breathing,  for  the  placing  and  development  of  the  voice, 
for  enunciation  and  for  the  stady  of  the  major,  minor 
and  chromatic  scales  and  intervals.  Space  is  provided  on 
each  page  for  the  insertion  of  additional  suggestions  and 
remarks  by  teacher  or  pupil,  and  at  the  end  are  blank 
pages  on  which  may  be  recorded  songs,  arias,  oratorios 
and  operas  which  have  been  studied. 

Wixliam  Nelson  Burritt, 


Process  of  Vocal  Study. 


Cut  1. 


Position. 

Stand  erec,  firmly  on  both  feet  as  in  cut  one, — 
alternating  with  the  position  in  cut  two,  the  weight 
of  the  body  over  the  instep.  Stand  with  a  straight 
leg,  a  firm  knee,  the  chest  high,  and  head  erect.  Strict 
adherence  to  the  afJove  will  result  in  a  better  breath 
control,  and  therefore  a  more  positive,  resonant  tone. 


A** 


Breathing. 


1.  Stand  erect,  firmly  on  botif  feet  (as  in  cut  one), 
the  chest  high  and  firm,  the  freight  of  the  body  well 
front  over  the  instep,  thu9r  insuring  freedom  to  the 
muscles  employed  in  inhaliflg  and  exhaling. 

2a.  First  exercise.  Blo\v  through  the  nearly  closed 
lips  (as  in  blowing  out  acandle),  letting  the  breath  come 
quickly  and  silently,  as  you  inhale.  Avoid  drawing  in 
a  breath — let  it  come. 

2d.  Place  one  hand  on  the\chest  the  other  on  the 
abdomen.  Repeat  the  blowingAallowing  the  abdomen 
to  sink  easily,  holding  the  chest  hi^h^anj^  jsolid.  Let 
the  breath  come  in  with  the  outward  moving  abdomen. 
Avoid  raising  the  shoulders  or  chest  when  inhaling. 

3.  Do  not  endeavor  to  fill  the  lungs  or  to  get  a  big 
breath.  At  no  time  when  singing  or  speaking  is  it  neces- 
sary to  inhale  all  the  air  possible. 

r/  4#.  Second  exercise.  Repeat  exercise  one,  allowing 
the  abdomen  to  sink  easily  and  rapidly.  Do  this  again, 
and  then,  the  third  time  oppose  the  sinking  abdomen  by 
pushing  front  at  the  waist,  so  that  ihe  abdomen  sinks 
but  slightly,  if  at  all. 

4.b.  Place  the  hand  upon  the  chest  and  repeat  exer- 
cise two,  allowing  the  abdomen  to  sink  but  once,  and 
opposing  this  twice. 

5.  Third  exercise.  Place  the  hands  on  the  ribs, 
blow  out  the  breath,  holding  the  ribs  expanded  and 
allowing  them  to  sink  as  little  as  possible. 

6.  Hold  the  chest  high  and  firm.  Inhale  quickly, 
silently,  deeply.  Control  the  breath  by  opposing  the 
sinking  at  the  waist. 


General  Directions. 

1.  Position. — While  vocalizing  stand  erect,  firmly 
on  both  feet  (as  in  Cut  1) — chest,  high  and  firm;  chin, 
up — near  the  keyboard  of  the  piano,  that  the  pitch  may 
be  quickly  taken  in  transposing  from  one  key  to  the  next. 
Direct  the  eyes  and  the  voice  to  the  farthest  point  in  the 
room  (avoid  looking  and  singing  downward,  toward  the 
floor,  or  upward,  toward  the  ceiling).  Form  the  habit 
at  once  of  singing  straight  out  to  the  "horizon  line." 

2.  Breathing. — An  easy,  natural,  quiet,  deep  breath 
taking  should  be  your  aim,  and  that  this  habit  may  be 
formed  constant  attention  is  necessary. 

3.  No  Accompaniment. — In  order  that  both  teacher 
and  pupil  may  listen  to  each  tone  as  it  is  sung,  both  dur- 
ing the  lesson  and  in  daily  practice,  no  accompaniments 
are  to  be  used.  For  that  reason  they  have  not  been 
written  to  the  exercises  in  this  book.  The  following 
form  and  position  of  the  chord  struck  upon  the  piano 
will  give  the  pitch  required  in  transposing  from  one  key 
to  the  next. 

EXAMPLE. 


-T 


To  give  pitch  of  C.  Pitch  of  D.  Pitch  of  E,  etc. 

The  teacher  can  at  his  pleasure  improvise  accompany- 
ing chords  to  the  different  exercises. 

4.  Vowel  Sounds. — Ah  is  used  as  the  basis  for  voice 
placing,  and  is  employed  in  most  of  the  vocalizing.  It 
must  not  be  forgotten  that  practice  on  oo  and  o  develop 
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richness,  fullness  and  sonority  in  the  voice.  Neither 
must  one  omit  a  daily  practice  on  the  vowel  sounds  e, 
ih,  a,  eh  (as  in  we,  will,  way,  wed),  as  these  aid  very 
materially  in  developing  a  ringing,  resonant,  penetrating 
quality.  When  it  is  realized  that  all  these  vowel  sounds 
or  combinations  occur  in  every  phrase  of  every  song,  no 
matter  how  simple  it  may  be,  the  necessity  for  daily 
practice  of  each  and  all  of  them  will  be  recognized. 

o.  Consonants. — A  distinct  enunciation  is  of  as  vital 
importance  to  the  singer  as  to  the  orator  and  actor — is  as 
necessary  in  parlor,  concert,  church  or  oratorio  singing 
as  in  the  delivery  of  a  sermon,  a  lecture  or  the  lines  of 
a  play.  Hence  a  large  number  of  the  exercises  in  this 
"Process  of  Vocal  Study,"  beginning  with  "Exercise 
Two,"  provide  for  a  systematic  study  of  the  consonants, 
these  should  receive  daily  attention  throughout  the  entire 
career  of  the  singer. 

6.  Time. — The  practice  of  4i beating  time"  should  be 
begun  at  once,  and  insisted  upon,  until  it  becomes  per- 
fectly easy  to  beat  double,  triple  and  quadruple  measure, 
as  follows : 

Double     (222)^ 
Measure  {248}  ~Down  UP' 

Triple      (333")      ^  ,  ,. 

Measure  {2481  ~D°Wn'  "^  UP* 

Such  practice  will  insure  exactness  in  rhythm,  pre- 
pare for  the  leadership  of  choir  or  chorus,  will  enable 
one  to  follow  the  conductor's  baton  when  singing  in 
chorus  or  as  soloist  in  oratorio  or  opera.  - 


-aJ. 
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7.  Middle  Voice.— Singers  often  make  the  mistake 
of  thinking  that  though  the  high  voice  must  not  be  forced, 
still  there  is  no  harm  in  singing  heavy,  strong  tones 
in  the  middle  voice.  It  is  safe  to  say,  however, 
that  if  the  voice  is  perfectly  given 
as  to  placing,  tone-color,  ease,  en- 
unciation and  breath  control  from 
the  tones  above  and  below  would  almost  take  care  of 
themselves.  Hence  a  large  number  of  these  exercises 
are  written  for  middle  voice  only,  and  in  every  one  of 
them  the  student  is  directed  to  sing  a  "  light,  easy, 
high-placed,"  velvety,  floating  quality  of  tone.   Above  all 

is  this  true  of  the  tenor  voice,  which  re- . — a. -. 

quires  the  most  careful  treatment  from  FS  ,         ^4 

Attention  must  constantly  be  given  to    ^     •&- 

this  part  of  the  voice,  to  develop  a  clear,  resonant,  carry- 
ing quality  and  a  distinct  enunciation. 

8.  The  High  Voice  — The  high  voice  should  come  as 
a  result  of  the  perfect  placing  and  development  of  the 
middle  voice.  The  directions  given  in  all  of 
these  exercises  that  extend  above  upper  C 
"go  no  higher  than  can  be  done  with 
perfect  ease  and  freedom  of  tone,"  should  be  strictly 
obeyed  in  the  daily  practice.  Knowing  that  as  a  result 
of  careful  work  in  the  middle  voice  the  upper  tones  will 
gain  in  ease  and  resonance  with  each  week  of  patient, 
systematic  study. 

9.  The  Low  Voice.  —  Forcing  the  low  voice  is 
an  almost  universal  fault  with  soprano  and  contralto. 
The  so-called  "chest  tone"  or  "dramatic  tone,"  which 
is   usually  forced,  hard  and    "mannish" 

in    quality    and   productive   of  a   "break  E3Ezz 

in    the  voice"    on    middle    d,  e  or  f  ,     rp—  sr- &— — 


will  be  avoided  if  the  same  "high  plac- 
ing,"  on    the    "high    straight    line,"    be 


kept    in    mind    while    singing    below    D  L\f & 

neither  need  there  be  a  lack  of  strength,  resonance  or 
richness  of  voice  if  a  daily  practice  of  Exercise  28  is 
insisted  upon.  Endeavor  to  let  the  low  voice  come  in 
the  same  easy,  natural,  conversational  manner  employed 
in  the  middle  voice. 

//*  10.  "How  long  should  one  practice?"  is  a  question 
often  asked  of  the  teacher.  As  a  rule  15  minute  periods 
four  times  a  day  is  the  best  plan  for  the  beginnei,  for 
young  voices,  and  when  out  of  practice  for  some  weeks. 
Later  on  the  periods  may  be  extended  to  20  minutes,  or 
even  half  an  hour  if  the  work  is  carefully  done,  and  al- 
ternated with  consonant  practice,  and  the  study  of  the 
directions  accompanying  each  exercise.  Keeping  in 
1  mind  that  progress  depends  not  upon  the  amount  of 
\  practice,  but  upon  the  quality  of  the  work. 

11.  Facial  Expression. — Watch  in  a  mirror  from 
time  to  time  (while  vocalizing)  that  no  bad  habits  may 
be  formed  that  would  detract  from  a  pleasing  appearance. 
Endeavor  to  sing  with  an  eas)^,  natural,  reposeful,  facial 
expression.  Avoid  raising  the  eyebrows  when  singing 
the  high  tones  ;  avoid  nodding  the  head  to  and  fro  in 
ascending  and  descending  the  scales — arpeggios  and 
exercises  1,  3,  8,  12,  16,  20  and  22.  Sing  the  vowel 
sounds  ah — a. — e  easily  and  naturally,  showing  the  upper 
teeth  without  exaggerating  to  a  grin. 

12.  When  the  first  twenty-three  exercises  have  been 
carefully  studied  (and  the  study  of  songs  is  begun)  it 
will  not  be  necessary  or  advisable  to  practice  them  all 
each  day. 

Practice  Daily  Nos.  1,  3,  5,  8;  10,  12,  16,  20,  22,  28,  31. 
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Choose  one  of  the  "  closed  o "  exercises  (Nos.  7,    19,  29.) 
"     one     "       "openo"         "  (Nos.  14,  25,  30.) 

"     one     "  scale  "  (Nos.  18,  22,  26.) 

"     one     "  "  (Nos.  21,  27,  33.) 

"     a  few  words  from  "  (2,  4,  6,  9,  11,  13,  27.) 

13.  Singing  is  a  Habit.  Webster  says  "  Habit  is 
an  internal  principle  which  leads  us  to  do  easily,  natur- 
ally and  with  growing  certainty  what  we  do  often." 
Therefore  exercise  the  utmost  caution  in  the  formation 
of  vocal  habits.  Form  the  habit  of  singing  an  easy, 
refined,  velvety  tone — not  one  of  loud,  forced,  rough 
quality.  Attack  the  tone  neatly,  quietly,  with  precision; 
do  not  bump,  hit,  slide  or  "scoop  up"  to  the  attack. 
Sing  in  exact  time,  in  a  musician-like  manner.  Do  not 
think  that  "to  sing  with  expression"  means  to  sing  un- 
rhythmically,  with  little  or  no  regard  to  time,  unlike  a 
musician.  Great  artists  follow  strictly  the  time  in  which 
a  composition  is  written. 

RECAPITULATION. 

1.  Stand  erect,  firmly,  on  both  feet  (observe  Cu's 
1  and  2),  knees  firm,  chest  high,  chin  up,  reposeful,  but 
not  rigid. 

2.  Mouth.— Opened  but  slightly  as  in  talking. 

3.  Tone. — Easy,  high  placing,  steady,  clear,  res- 
onant, floating.  All  tones  high  or  low  sung  on  the 
"high  straight  line."     Sing  to  your  "horizon  line." 

4.  Sing  unaccompanied. 

5.  Think!  Listen!  Be  careful !  Be  patient!  Be 
systematic  !     Do  not  hurry  ! 

6.  Study  of  Songs. — Special  directions  for  the  study 
of  songs  will  be  found  on  page  31. 

7.  In  the  use  of  these  exercises  the  directions  given 
for  the  Bass  voice  will  apply  to  the  Baritone  voice  also. 
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Exercise  One. 


Soprano  and  Tenor. 
PP    Exact  in  time. 

— H-  ,  — : — p t    /    Sing  on  each  de- [-         -|« 

ZZ5E       IjZ     ZX=|=t==q  (gree  of  the  scale  =i='qtZ?Z  Z5Z  ] 
&M       *    #    4    *    I     ^    J  \of  C  from  F  to  ZZltZIZZClZZZbzZZZrJ 


O 


distinct  ah  A  1,        distinct  ah 


vi^.  Ah    *****    .  AhT 

f    |        Contralto  and  Bass.     t    J \f  f)r\f\/iA  jm  Ji 

PP    Exact  in  time. 

/    Sing  on  each  de-  - \ , — j— 


I  gree  of  the  scale #~~ •' — j—0- 

■0— 1  '  of  D  to  ZZZ 


Ah     ^^inctah ^h. 


Directions. 

1.  Stand  while  vocalizing  —  head,  erect;  chin  up; 
chest  high.     Sing  straight  out  to  your  horizon  line. 

2.  Mouth  open  but  slightly*  (Place  the  tip  of  the 
forefinger  between  the  teeth  to  get  the  correct  opening.) 

3.  Let  the  ah  float  out,  velvety,  light,  high  in 
quality  and  placing. 

4.  To  gain  a  correct  idea  of  the  "high  placed  tone" 
grasp  the  bridge  of  the  nose  with  thumb  and  forefinger, 
and  think  the  tones  on  a  straight  line  drawn  to  the 
horizon  line. 

5.  Do  not  play  on  the  piano  while  you  are  singing. 
Take  your  pitch  from  the  piano,  then  listen  while  you 
sing. 


,-; 
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Exercise  Two* 

Linguals  or   To?igue  consonants. 
\  For  all  voices* 


Down,     left,    right,     up,  etc. 


Sing  on  each  degree  of  the  scale 
down  to  middle  C. 


La     na      ta     da     ra   tri11  the  r 


La 
La 


ka 


la 
la 


ka 
ga 


la. 


la_. 


(movement  of  tip  of 
tongue  only. 

k  and  g  made  with 
movement  of  bodyoi 
tongue. 

The  tip  quiet. 


Directions. 

1.  Position. — As  in  exercise  one. 

2.  Tone. — Light,  htgj^uality— velvety. 

3.  Sing  outon  the  high  straight  line  from  bridge  of 
nose  to  the  horizon  line. 

4.  Watch  in  a  mirror,  to  prevent  any  movement  of 
the  chin.  Do  not  hold  the  chin  quiet  (thereby  stiffening 
the  muscles,  but  let  it  remain  quiet — enunciating  with 
tongue  movement  only. 

5.  Endeavor  to  sing  each  phrase  legato.  Flowing 
out  on  the  high  straight  line  with  no  break  in  the  "ah" 
sound. 

6.  To  acquire  the  trill  of  the  r.     Say: 

(tay  ray  tay  ray  tay  ray  tay) 

(tee   ree   tee   ree  tee   ree   tee) 
many  times  repeated.     Allowing  not  the  slightest  move- 
ment of  lips  or  chin. 

7.  Let    all   the  crescendo    come    above   the   "high 

straight  line." 
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Exercise  Three. 

Soprano  and  Tenor. 
PP     Exact  in  time. 


For  all  voices. 


t.j  «  y  «Y*  Y  /      Transpose    into  J, 

fr — «%— ;  J]  (each     succeeding??**  -  0— P-—  0 — ^— I-   ^"H 

-^4^1—  ^J  \key    ascending    to  ^-f — 1-H 

»*»-#-     _^~         key  of  D. 


ryvW^Iu, 


distinct  ah 


A  ],         distinct  ah 


ontralto  and   Bass. 
PP    Exact  in  time. 


'tr— i  *  ~^ 


Transpose  as 
above  to  key  of  C- 


z? 


Ah 


distinct  ah 


Ah. 


distinct  ah 


Directions. 

1.  Position. — Erect  as  in  exercise  one. 

2.  Tone. — Light,  velvety,  floating. 

■  - 

o.      Mouth  open  but  slightly  as  in  exercise  one* 

4.  Sing  out,  on  the  high  straight  line. 

5.  Listen  carefully — that  you  sing  a  distinct  ah — 
not  uh. 

6.  Remember  to  sing  do  re  do  ti  do  each  time,  and 
that  from  do  to  re  is  a  whole  step,  and  from  do  to  ti  a 
half  step. 

7.  Accustom  yourself  to  catch  the  pitch  of  the  new 
key  note  with  but  once  striking  the  chord. 

n 


yuit£ 


CD 


H 


10 
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Exercise  Four. 

Linguo-nasals . 


-&- 


For  all  voices. 

V  V  V 

E 


I — <g — I — g- 


I — ^. 


72 


•                                    •  • 

n — tinY    winv  spinv  lanev  wanev  cane 

•          •  •  •            *             * 

1 — call*  wailv  mailv  nailv     failY  seal 


Directions. 

1.  Position. — As  in  preceding  exercises. 

2.  Mouth.— Open  but  slightly. 

3.  Tone. — Placed  high,  easy,  with  head-resonance 
quality. 

4-     Bach  consonant  distinct. 

5.  While  endeavoring  to  enunciate  the  final  n  dis- 
tinctly,  avoid  saying  tinuh — winuh,  etc. 

0.  Sing  the  different  pitches  in  this  exercise,  as 
well  as  in  the  exercises  to  follow  without  first  playing 
them.  Continue  the  ear- training  process  from  day  to 
day. 

7.  Crescendo  carefully,  having  all  the  increase  of 
tone  above,  in  head-resonance  quality. 


U 
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Exercise  Five. 


For  all  voices. 


Soprano  and  Tenor. 
PP    Exact  in  time. 


Transpose    into 
/each    succeeding  — 
key   ascending    to  - 
key  of  C 


.ontralto  and  Bass. 
PP    Exact  in  time. 


£fe£BE 


=43: 


3 


Ah 


distinct  ah 


Ah. 


distinct  ah 


Transpose   into 
ach    succ( 
:ey  ascend 
key  of  B<?. 


dt 


(each    succeeding    b^ 
key  ascending  to    - 


-&—  - 


Ah. 


distinct  ah 


Directions. 

1.  Position. — Erect.     Do  not  drop  the  chin. 

2.  Mouth. — Opened  but  slightly,  as  in  first  exercise. 

3.  Tone.— L,ight.  High  in  quality.  Let  it  float  out 
velvety,  free,  easy.     Sing  on  the  high  straight  line. 

4.  When  the  chord  has  been  struck  on  the  piano  to 
give  the  pitch,  sing  without  accompaniment  that  you 
may  the  better  listen  to  tone  quality. 

5.  Be  sure  to  sing  a  major-third,  each  time  when 
transposing  into  the  succeeding  key. 


o 


r 


o 


V 


o 


yiAMy' 


n 


r 


Exercise  Six. 

Labials  or  lip  consonants. 

For  all  voices. 

-V  V  V  V 


m-.± 


i4— — : 


&r 


-&- 


i &_ 


-& 


-&- 


b-  — webi-h      fibj-h      nabih_    sobj-h      robi-h      stab^ 

v'_h — weavei-h(  live-    rave-    st'ave1.^  save1-,  give- 

•  *  \  »  •  . 

m — name    shame    him    lame    game    home 

- 
Directions. 

1. — Position. — Head  erect,  chest  high,  Stand  firmly 
on  both  feet. 

2.  Mouth. — Opened  but  slightly,  lips  free  and  flex- 
ible. 

-3.  Tone. — Begin  each  word  with  a  neat  attack — 
light,  high,  on  straight  line. 

4.  Vowels. — Sustained  four  full  beats,  steady. 

5.  Observe  that  final  b  and  v  are  not  distinctly 
enunciated  unless  they  are  vocalized — "vih,"  "bih," 
daintily,  on  the  teeth — on  same  pitch  as  vowel,  final  m 
distinctly  given  (with  closed  lips),  humming  sound,  not 

uh. 

U-— 6.     Speak  the  words,  then  sing  them. 

7.  Let  all  the  crescendo  come  above,  in  head- reson- 
ance quality. 


l? 


II 


•i 
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Exercise  Seven. 

1st  Exercise  in  Cimmd  vr  Sombre  O. 

For  all  Voices. 


PP  J  <rj~ 

-i^~| = 

k-4-0 — I — ^ — 


:te=£^ 


_       , 


_ 


loo 


-*&-r&- 


Sing  on  these  pitches  also. 


Directions. 
1.     Position. — Firmly  erect,  as  in  preceding-exercises. 

3.  Tone. — Be^in  the  "  oo  "  softly,  in  high  resonance 
quality.  Do  not  relax  the  lips  or  the  high  resonance 
when  you  sing  O.  Crescendo  suddenly,  preserving  the 
same,  high,  bridge  of  the  nose  position. 

4.  Sing  these  words  on  the  pitches  indicated  with- 
out first  playing  them  (see  direction  6  in  Exercise  4.) 
Learn  to  think  them.  Train  your  ear  and  mind.  Be  a 
musician  as  well  as  a  singer. 

5.  Be  very  careful  to  begin  the  "o_"  PP,  and  have 
all  the  crescendo  above  the  "high  straight  line/' 


k 


VL  Crz>  \ 


i 


S°2 


iW^r 


/C 


%\ 
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Exercise  Eight. 

Soprano  and  Tenor. 

,)    In.  eia^tftime. 


For  all  Voices. 


Transpose  by 
steps  into 


4-  ,   |  1  |   3=£F\ 

-- l-#-H-| — I — -•— I H  *  ln£  key  to  key  -\- 

A-s—m—         0f  c#  -h 


A 


\ 


Ah. 


-# — #- 

distinct  ah 


(halt  s 
each 
ing;  kt 


succeed-  _|«_r_[__p 


*** 


^ 


ontralto  and  Bass. 

#)£)    In  exact  time. 


Ah. 


distinct  ah 


M 


m- 


V 


4  i  ijrmjjbE 


Transpose  by  — — — a r *      — 

half  steps  into  —mAP—\ — ■*-  ~m?-\—P—^ 

each  key  up  to  -j — I 1 — h— l   I — i— i — 

key  of  A. 


Ah. 


distinct  ah 


Ah. 


distinct  ah 


Directions. 

1.  Position. — Firmly  erect,  chin  high. 

2.  Mouth. — Opened  but  slightly   (tip  of  forefinger 
between  the  teeth. 

3.  Tone. — Distinct  aji*     Sing  on  the  high  straight 
line,  a  light,  velvety,  floatingauality. 

4.  Think  the  high  tones  out  not  up. 

5.  Practice    without   an   accompaniment,   that   you 
may  give  your  whole  attention  to  the  tone. 

IP: 


•-'--V 


FL.  ~ 


o^ 


)itc 


c.  - 


iMlM, 


/ 


X 


Exercise  Nine. 

Linguo  dentals. 

For  all  Voices. 

V  V  V  V 


4 — "■ — h— &—Y— g— I 


«7  ~ — »" 


-*- 


d- — lid*    wedih.     spedih.    fedj-h    land1-*    stand"1. 

(Vocalized)  •*  *r  «  « 

th- — with-    scythe^  wreathe1^  breathe-  sheathe 

(Breathy)        m  •  »  • 

th — faith-saith-wreath  .  breath-think-thank 
ch — rich-child  .  such-choose-much-chase 
sh — shall-rush-should  .  hush  .  shout-gush 

(Hissed) 

-hiss-still-mist-mists-spring-swing 


Directions. 

1.  Position-Mouth-Tone.  —  As  in  preceding  exer- 
cises. 

2.  Observe  that  the  final  d,  and  th  as  in  "  with/'  are 
not  distinctly  enunciated  unless  vocalized  (daintily,  on 
the  teeth)  ih  not  uh. 

""3.  S,  as  in  mists,  sings,  etc.,  needs  very  careful  at- 
tention, as  it  is  almost  entirely  omitted  by  a  large  num- 
ber of  singers. 

4.  To  strengthen  the  s.  Say  sh,  observing  the 
body  of  the  tongue  as  well  as  its  tip.  Then  give  the  hiss 
of  s  (as  at  beginning  and  ending  of  sings.  Observe  that 
to  give  a  distinct  s  the  body  of  the  tongue  must  not  relax 
(from  the  sh  position)  while  its  tip  now  points  upward — 
bnt  must  not  touch  the  teeth. 

i  »im« — i — TrmrrrriiTiOTr T*m~~— — — » 

//  0  '  '  // 


Exercise  Ten. 

Sustained  Ah. 
Soprano  and  Tenor. 


For  all  Voices. 


• 


e 


*=t 


-(Si- 


Transpose  into 
successive  I 
ascending  to 
key  of  A\>. 


irai 

(each 
key,  ai 


^ 


PP 


-&- 


-I 


\oo     o  /  ah 
distinct  ah 


oo     o     ah 

distinct  ?Hi 


Contralto  knd  Bass. 


■ 


/      Transpose,   as-         ^  11       PP 

[cending  by  half-  F^       d~ 

\ steps  into  each  F^5 0- 

key  up  to  key  of  G.     fj 


-& 


oo     o     ah 

distinct  ah 


Directions. 

1.  Position. — Stand  firmly  on  both  feet,  erect,  chest 
firm. 

2. — Be  very  watchful  that  you  sing  oo,  o  and  the 
attack  of  ah,  PP. 

3.  Crescendo  easily  on  ah — not  too  loud — preserving 
the  same  high,  velvety  quality  of  tone. 

4.  Do  not  open  the  teeth  so  much  as  a  hair's  breadth 
when  you  pass  from  o  to  ah,  but  let  the  lips  change  to 
"ah"  position. 

5.  S'.Jg  oo-o-ah  on  the  high  straight  line,  having 
all  the  crescendo  in  the  high  resonance  quality. 
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Exercise  Eleven. 
Palatals, 


For  all  Voices. 

V  V  V 


v 


m-.± 


c 


&- 


-&- 


i 


li — him     hand     harm    how     hear     he 
k — wick    nick      stick     pick    kick    flick 

«  «  ,  *  «  • 

y — ye       year     young      you     yet     }^ard 

*  ... 

; — wag-    nagih     lag-     stag-    gagih    flagih 

Directions. 

1.  h  at  the  beginning  is  very  generally  slighted  by 
singers.  Example,  giz^e  'im  for  give  ^im.  Exaggerate 
it_in.  practice. 

2.  Observe  that  final  g  like  d,  v  and  th  (in  with)  is 
not  distinctly  ennunciated  unless  vocalized  (daintily  on 
the  teeth.)     Example,  gih  not  gnh. 

Position-Mouth-Tone. — As  in  the  preceding  ex- 
ercises. 

4.  Let  all  the  crescendo  come  above  the  **  high. 
straight  line." 


J8 


X 
/ 


X 


Exercise  Twelve. 


For  all  Voices. 


Soprano  and  Tenor. 

ftP    In  exact  time. 


:4zr_ 


4 


— "p 


V 


8rr  i  i  J  J I  «i+±4-4-f- 


Ah. 


distinct  ah 


1 — j— |  I     I 

_| |_ ■__ 


* — *-•  * 


ik    ^  Im^^Transpose  into  each  succeeding  key  ascending  to  key  of  C. 
'  yOentralto  and  Bass. 

j!    >  ftp     In  exact  time. 

m 


:*T# 


±$ 


q=4=h~rT 


-4-3 — k^-#-«--W--' 


Ah. 


distinct  ah 


Transpose  into  each  succeeding'key  ascending  to  the  key  of  A. 


Directions. 

1.  Position. — As  in  preceding  exercises. 

2.  Mouth. — Place  the  end  of  the  forefinger  between 
the  teeth  to  get  position. 

3.  Tone.— Light,  velvety,  floating  quality. 

4.  Sing  on  the  higfi  straight  line. 

5.  Do  not  hurry.  Sing  so  slowly  that  each  tone 
may  be  distinctly  heard  in  the  group  of  sixteenth  notes. 

6.  Strike  the  chord  (on  the  piano)  to  give  the  pitch 
in  transposing  from  one  key  to  the  next  following.  Sing 
unaccompanied,  so  that  undivided  attention  may  be 
given  the  tone. 

— rt- 


& 


CD 


V 


o 


,!<.. 


o 


~yu^A/L, 


<.:._... 
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xercise  Thirteen. 


Ex"te 

Fi 


n 


i  .  * 


five  final  consonantspeeding  careful  attention. 
For  all  Voices. 


with-       gave-      nab- 


1.  Position  and  tone  as  in  preceding  exercise. 

2.  Each  one  of  these  final  consonants  requires  care- 
ful attention.  Especially  in  Oratoribv  and  Dramatic 
Arias  and  Songs,  should  they  be  given  wit\distinctness. 

3.  Speak  these  words  and  note  the  finaV*Ji.  Then 
sing  them,  remembering  that  this  "ih"  must  be  sung 
on  the^same  pitch  as  the  vowel.  >^ 

Z.     Write  out  a  long  list  of  words  ending  in  these 
onants  and  practice  them  as  above. 


(3 

Q 

ki 

"J 
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Exercise  Fourteen. 

The  1st  Exercise    in  Open  O 
Soprano  and  Tenor. 


■  .    ■ 


& 


La        O 

open  O 
Contralto  and  Bass. 


_§PP_ 


La         O 

open  O 


Practice  this  also  in  the  fol- 
lowing keys  : 
B-C-Dt>-D-V>- 


Practice  in  the  following  keys. 
B^-B-C-^- 
Contralto  also  in  D. 


Directions. 

1.  Position. — In  this,  as  in  all  sustained  tone  prac- 
tice, one  should  be  very  careful  to  stand  firmly  on  both 
feet.     Chest  high. 

2.  Sing  the  "  la  "  very  lightly  w*tn  tne  tip  of  the  fore- 
finger between  the  teeth. 

3.  Begin  the  "o"  PP  in  exactly  the  same  position 
of  mouth,  without  moving  in  the  slightest  the  teeth,  lips 
or  tongue.  Think  o,  letting  it  begin  almost  ah,  so  open 
and  quiet  should  it  be. 

4.  Crescendo,  allowing  the  abdomen  to  sink  very 
slightly.  Do  not  lose  the  velvety  quality  with  which 
you  begin  o  (when  you  crescendo.)  Let  the  increase  of 
tone  come  above,  in  head  resonance  quality. 

i  MUJ 


J 


Exercise  Fifteen.  ^ — 

For  all  voices.  (    *^ 

p  legato. 


1  I  stood  where  the  sum-mer  tidev  flow   —  ing. 

2  Father    will  come  to  theev  soon  — 

3  Down  by    the     deep v     sad     sea     ■ 

4  The    sun  is  now    set-tingv  in  the  west 

5  The  ro-sesv  bloom     over      the      way 


Directions. 

1.  Position. — Erect,  chest  high,  chin  up. 

2.  Mouth. — Repeat  the  words,  watching  meanwhile 
the  position  of  the  mouth  in  a  mirror.  Then  sing  the 
phrase  with  no  wider  opening  of  the  mouth  than  while 
speaking.  Enunciate  wTith  tongue  and  lips,  leaving  the 
chin  quiet. 

3.  Tone.— Begin  in  the  light,  high  quality.  Sing 
on  the  u  high  straight  line." 

4.  Give  each  eighth  note  its  full  time.  Beat  time — 
be  exact. 

5.  Take  breath  at  places  indicated — v 

6.  Sing  in  a  flowing,  legato  style. 

7.  Read  aloud  the  words,  punctuating  as  indicated 
by  breath  marks — enunciating  distinctly — then  sing  the 
phrases  and  make  final  consonants  as  distinct  as  in 
speaking. 

8.  Sing  in  the  following  keys  :  Gb  -  G  -  A^  A  -  B^  - 
or  to  as  high  as  can  be  done  with  ease. 


Exercise  Sixteen. 

Arpeggio  Exercise. 


For  Soprano. 
PP 


For  Soprano  and  Contralto  only/ 


PP 


=t 


-tf>- 


Ah. 


distinct  ah 


Contralto  begins  on  A  below. 


Directions. 

1.  Position. — As  in  preceding  exercises.     The  head 
quiet  and  reposeful. 

2.  Mouth. — Open  but  slightly. 

3.  Tone. — Light,  high  quality*  velvety. 

4.  Sing  in  exact  time. 

5.  Sing  on  the  high  straight  line.    Think  the  high 
tones  out  not  up. 

6.  Sopranos  sing  in  following  keys  :  C-D^-D-E1* 
E-F.     Contraltos  in  :  A-B^ -B-C  -  D^  . 

7.  Sing  slowly,  carefully,  quietly  and  with  repose. 


,    I  • 


^ 


O 


Jr. 


a 


:.b 


Exercise  Seventeen. 


In  exact  time. 


For  all  voices. 


frf-\ 
4    * 


a 


_< 


we— 


wins:- 


way- 
wed 


week- 


-1 


-dih 
-k 


& 


Transpose  (by  half  steps.) 


Soprano  and  Tenor  to  key  of  C 
Contralto  "     "     '«  B> 

Baritone  "     "     "A 

Bass  "     "     s<At> 


Directions. 

1.  Position. — Erect,  quiet,  chest  high. 

2.  Mouth.— Opened  but  slightly. 

3.  Tone. — I,ight,  easy,  high  quality.  Think  the 
hiffh  tones  outt  not  up ;  on  the  high  straight  line. 

4.  There  is  a  great  tendency  to  sing  these  vowels  in 
a  forced,  pinched  quality.  L,et  them  come  easily,  freely 
and  without  forcing. 


$ 
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Exercise  Eighteen, 

The  Major  Scale. 

For  all  Voices. 
Soprano  and  Tenor. 


zrit. 


P 


Jh±—r- 

* 

-N 

"^ 

^ 



§E4  I 

1 

9 

— # 

w 

1 — 

— # — 

# 

-&- 

do  ti  la  sol  fa  mi  re 

Sin£  in  the  following  keys  .  Db  -D-E^ 
Contralto  and  Bass. 


do 


iJ 


PS 


t; 


£ 


do 


ti 


la 


sol 


fa 


mi 


9      -&- 

re       do 


Sing  in  keys:  B^-B-C-D^ 


Directions* 

1.  Position. — Erect,  chest  high. 

2.  Mouth. — Open  but  slightly,  chin  quiet. 

3.  Begin  the  do  high  in  position  and  tone  quality. 
Sing  all  the  syllables  on  the  "  high  straight  line." 

4.  Slowly.     Do  not  hurry. 

5.  Strike  the  octave,  to  give  the  transposition,  then 
sing  unaccompanied,  giving  all  your  attention  to  tone. 


7 
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Exercise  Nineteen. 

TheS^l  "  Closed  O"  Exercise. 
-„  For  all  voices. 

PP 


Sing  on  the  pitches: 
A^-G^F-Eb-DJ, 


Directions. 

1.  Position. — Stand  firmly  on  botlfHjeet. 

2.  Begin  "oo"  very  softly  well  out  o\the  lips. 

3.  Sing  each  vowel  on  the  same  "highstnught  line/' 

4.  Do  not  open  the  teeth  any  wider  on  '^ah"  and 
avoid  any  lowering:  of  tone  position  when  you  mo^e  the 
lips  insaying  "  ah." 

X.     Be  sure  that  you  begin  "o,"  PP,  and  that  all  the 


crescendo  comes  above  the  "  high  straight  line.' 


^rvt 


2* 


yjri 


\ 

Exercise  Twenty, 
i  Soprano  and  Tenor. 

V  +    pp 


*  -•- 


A  }-[        distinct  ah 


For  all  voices* 


=m~i  I  ij  I- "^^==q=(i 


-0-j-  -&- 


distinct  ah 


Directions. 

1.  Begin  with  a  light  high  quality,  mouth  open  but 
slightly,  lips  and  chin  quiet  throughout  the  exercise. 

2.  Sing  on  the  high  straight  line.    Th ink. IhfiJaigb 
tones  out  not  up.     Avoid  relaxation  in  descending. 

3.  Transpose  into  each  successive  key  ascending  as 
high  as  ease  and  freedom  of  tone  will  permit. 

4.  The  ordinary  range  for  each  voice  : 

Soprano — to  key  of  G. 
Tenor — to  key  of  F. 
Contralto — to  key  of  E. 
Bass — to  key  of  D. 


i£ 


V 


o 


/ 


e. 
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Exercise  Twenty  One. 


For  all  voices. 


O        see     him. 
We     sing       it. 
They  say       so. 
He       led       me. 

O      can     you. 

In  spring-time. 
He    came    here. 


Transpose,  as  in  preceding  exer- 
cises, going  no  higher  than  can  be 
done  with  absolute  ease  and  freedom 
of  tone. 


>  Soprano — to  key  of  F#  . 
Tenor —  to  key  of  F. 
Con.  and  Bar.  to  key  of  K. 
Bass —  to  key  of  Eb  . 


Directions. 

1.  Position. — Be  especially  careful,  as  in  all  sus- 
tained exercises  to  stand  firmly  erect. 

3.  Tone. — Sing  each  word  of  the  phrase  in  a  light, 
nigh  quality  of  voice. 

3.  Crescendo  gently  on  the  upper  tone — not  forcing 
— let  the  breath  flow  gently,  quietly — not  in  a  bumpy 
crescendo.     Do  not  force. 

4.  Keep  the  tone  concentrated — as  you  crescendo, 
not  spreading  or  opening  out  into  a  lower  position. 

5.  Let  all  the  crescendo  come  above  the  "high 
straight  line." 
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Exercise  Twenty-Two. 

For  all  voices. 

Minor  Scales  and  Intervals. 
1.     Harmonic  Form. 


y 

X1 


dz 


m 


-^ 


t=4=i 


■i-u 


fcd 


w 


t- 


t=Z=±=L 


-•— *- 


-+ 


la      ti    do    re    mi    fa    si    la     si    fa    mi    re    do    ti     la 
Melodic  Forms. 


itei 


=t 


^4    I  J  J  J  I  J  ¥- 


i# 


3=5± 


•     / 


±n 


tzt 


4=3 


#— * 


la    ti    do  re     mi      fi    si    la     sol    fa  mi    re      do    ti      la 
minor  3d  major  minor   V     major  3d  minor  3d 


I      1      I 


fj 


4. 


la   la  la   la  etc. 


:fct^ 


=t=t 


3?**t£*3=3=t 


fe 


74-f>-g-»-g-« — I-  r|^jp-*-«- 


=t 


V 


la  do   mi   fa   mi    la    la    si    fa    mi    do    la    ti    re   do  ti     la 


Directions. 

1.  Sing  slowly.  With  high,  quality,  straight  line 
placing  of  voice. 

2.  Study  signatures  of  all  the  minor  keys.  Name 
the  relative  minor  of  the  following  (and  all  other)  major 
keys,  writing  key  in  space  provided,  e.  g. 

C  major  (&,""        *•),  G  major  (  ),  A  major 

(  ),F  major  (  ),  K  major  (  ), 

etc.  £f  ( 

ii: 


+ 


Exercise  Twenty-Three. 


For  all  voices. 


p  legato 


A=3 


±=\ 


-&- 


1 0- 

A-bide  with  usv  O      Fa-therv  Godv  to-night. 
And  as  the  dark-ness  comesv  our  God  is  near. 
We  knovfr'our  roof  is  lowv  but  Thou  art  nigh. 
We  did  not  sefim  to  need  Theev  in  the  light. 
All  thro  the  day  v  we  feel  Thy  pres-ence  near. 
6.  That  Thou  wilt  send  us  joy  and  peacev  we  know. 


Directions. 

1.  Sing  1st  line  in  key  of  C,  2d  line  in  D?  ,  3d  line 
in  D,  etc.,  to  as  high  as  can  be  done  wTith  ease  and  free- 
dom of  tone. 

2.  Begin  each  phrase  lightly,  in  the  high,  light 
quality  of  tone.  In  the  same  light,  floating,  velvety 
quality  you  have  been  using  in  Exercises  1,  3,  5,  8  and  2. 

3.  Sing  each  phrase  on  the  high  straight  line,  no 
matter  whether  the  pitch  be  high  or  low. 

4.  Beat  time,  and  give  full  value  to  each  note. 
Watch  especially  that  you  do  not  slight  the  eighth 
notes. 

5.  Distinct  consononts,  pure  vowels,  correct  phras- 
ing.       — — — 

6.  Read  the  phrase  aloud  before  you  sing  it. 
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The  Study  of  Repertoire. 

When  ths  preceding  Exercises  have  been  carefully 
studied,  and  Nos.  15  and  23  can  be  sung  with  ease,  a 
free  tone,  a  good  enunciation  and  correct  phrasing  in  at 
least  five  keys,  an  easy  song  of  limited  range,  and  with 
a  simple  accompaniment  should  be  chosen  for  study. 


Directions. 

1.  The  Words.— Read  the  poem  aloud  carefully  and 
distinctly  several  times,  endeavoring  with  each  repetition 
to  enunciate  with  greater  distinctness,  to  tell  the  story 
clearly  and  naturally,  and  to  express  with  understand- 
ing the  sentiments  and  truths  therein  contained. 

2.  The  Time. — Now  study  the  time  of  the  melody, 
note  the  measure  in  which  it  is  written,  chant  the  words 
on  the  same  pitch  in  exact  time,  beating  the  time  until 
you  have  mastered  it.  (See  page  4,  section  G),  (never 
beat  time  with  the  foot,  it  is  a  disagreeable  habit). 

3.  The  Melody. — Now  study  the  melody,  noting  the 
key  in  which  it  is  written,  changes  of  key,  etc.  Do  not 
play  it.  Get  yonr  pitch  and  sing  it  through  with  la,  until 
you  have  mastered  the  intervals  ;  then  sing  it  with  la, 
beating  the  time,  and  finally  the  words  of  the  song. 
Each  composition  thus  studied  will  advance  one  in 
musicianship. 

4.  The  committing  of  both  words  and  music  should 
follow,  with  attention  to  preludes  and  interludes.  One  is 
not  prepared  to  sing  a  composition  for  listeners  until  both 
the  poem  and  music  are  thoroughly  committed.  This  is  a 
habit  easily  acquired,  needing  but  patience  and  persist- 
ence in  its  formation. 

si 


5.  Interpretation.— To  be  a  broad  interpreter  of 
song,  literature,  oratorio  or  opera,  it  is  of  vital  import- 
ance to  gain  all  information  possible  about  the  persons, 
places,  or  circumstances  mentioned  in  the  lines,  and  a 
thorough  knowledge  of  the  language  in  which  it  is 
written. 

6.  While  insisting  upon  a  careful  and  thorough 
study  of  the  fundamental  principles  of  music,  of  inter- 
vals, scales,  keys,  etc.,  it  is  the  purpose  of  "  A  Process 
of  Vocal  Study"  to  incite  the  student  to  a  broad  and 
comprehensive  study  of  music,  recognizing  the  fact  that 
the  great  stumbling  block  to  the  average  vocal  student 
is  his  lack  of  musicianship. 
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Exercise  Twenty-Four. 

For  all  voices. 
Major  and  Minor  Scale  combined. 
For  Soprano  and  Tenor. 


distinct  ah 


Transpose  into  the  keys — D[?-D-Eb-E-F 
For  Contralto  and  Bass. 


P 


-4 


fA' 


P 


t±±+ 


At,         distinct  ah 


Transpose  into  the  keys— B^-B-C-D^-D. 


Directions. 

1.  Sing  an  easy,  high  resonance  tone,  on  the  high 
straight  line. 

2.  Sing  slowly  at  first,  watching  carefully  the  minor 
and  major  3d,  the  augmented  second,  and  minor  3d  in  as- 
cending, accenting  these  a  trifle  more  than  the  other  in- 
tervals of  the  scale. 

3.  Position,  Tone,  etc.,  as  in  preceding  exercises. 
Watch,  in  a  mirror,  that  the  body,  head,  chin  and  eye- 
brows are  quiet  in  vocalizing  this  exercise. 
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jrcise  Twenty-Five. 

lie  k~d  Exercise  in  Open  O. 

For  all  voices. 

Soprano  a^d  Tenor 

PP 


Transpose  into  the.following 
keys: — 
H-F-G^-Ai'- 


Tfe 


La 

distinct  ah        ope^O 


£2=3 


«; 


La  O 

distinct  ah       open    O 


Transpose  iftto  the  following 
keys:— p? 

D-e/-E-F-G>- 
(Cc^tralto  add  G. 


f 

Dir^tions? 

1.     Position. — Firm  £nd  erect  wilt  good  breath  con- 


0 


trol. 

2.  Tone. — Placp^the  tip  of   the   fofWinger  between 
the  teeth  (to  getjcvidth  of  opening.)     Sing^a  light,  vel 
vety  "la,"  disti^Et  "ah." 

3.  Begin/*  O"  PP,  with  absolutely  no  Change  of 
position  of^fips  or  chin.     Think  "  O  "  as  open\s  <#ah. 
Do  not  sjfy  "  O  "  w7ith  closing  of  lips. 

4.  Xirescendo  easily,  not  forced.     Preserve  the  mel 
low,yUill  quality.     High  resonance. 

Tone  steady,  no  wravering. 


t* 
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Exercise  Twenty-Six. 
Chromatic  Scale. 


For  all  voices. 


A= i 


■j.  u    * 


do        di  re        ri 


r> 


1      J        -I $ 


-W 


-?*- 


mi        me         re     f  ra 


do 


^  ir^ 


#4>#— ^- 


-•^•-pt* 


-^ 


do      di    re  ri    mi    fa    fi  sol    la    v  le  sol  se  fa    mi  me  re  iq,    do 


-I--M- 


V 


£=*# 


<2— 


do        di      re     ri        mi     fa       fi      sol       si      la      li       ti 


do 


V- 


-0—9-0 — #- 


tt=t 


2*=i=si=l 


3^j — I— m 


-*-\>t 


do       /z'      te      la         le     sol     se     fa       mi    me        re      ra      do 


Directions. 

C    a — ah 

1.  Pronunciation  as  in  Italian      ■<    e — a 

(   i— e 

2.  Very  slowly — syllables  spoken  distinctly. 

3.  Sing  a  high  resonance  tone,  all  on  high  straight 
line. 

4.  In  beginning  strike  the  chord  (on  piano)  on  one 
and  three  of  each  measure.  Afterwards  only  on  one  of 
each  measure,  and  finally  on  one  of  each  alternate 
measure. 
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Exercise  Twenty-Seven. 

For  all  voices. 

With  a  slifrht  crescendo  on  each  word. 


<5- 


-&- 


nigh    sight    wide    cry       my      lie    niafnt  bright 


Directions. 

Tenor      — Sing  in  key  ^f  C. 
Soprano —    "      "    keys  "ig/ and  A. 
Contralto—"     "       "     V^nd  F. 
Baritone—     "      "  keyy*'  G. 


Bass  — 


F  an< 


1.  Mouth  openedf  but  slightly  (tij^of  forefinger  be- 
tween the  teeth),  opening  no  wider  wherrVou  crescendo. 

2.  Distinct^/'  Begin  the  "  i  "  PP.^Let  the  cres- 
cendo be  matte  very  carefully,  without  spHading,  or 
changing  fr6in  the  "high  straight  line"  quality^ 

3.  ^hen  correctly  done   there   will  be  no  fibllow, 
'Mow/placed"  tone  ;  none  of  the  so-called  "chest-toi 
(our  the   lower  pitches),  but   a  firm,    resonant,    "  higl 

faced  tone  will  result. 
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Exercise  Twenty-Eight. 


Soprano  and  Tenor. 


For  all  voices* 


Directions. 

1.  "Tip   of    finger"    position.       (The  upper  teeth 
uncovered,  the  lower  teeth  covered  by  the  under  lip.) 

2.  Begin  with  light,  high  quality. 

3.  Cres.    slightly    in  ascending,    and    dim.    in  des- 
cending. 

4.  Sing  each  note  of  the  triplet  in  exact  time  ;  flow- 
ing, legato,  with  no  accent  on  first  note  of  the  group. 

5.  Transpose  into  each  successive  key,  ascending  as 
high  as  ease  and  freedom  of  tone  will  permit. 


■il 


Exercise  Twenty-Nkie. 

The  3d  Closed  O  Exercise. 


For  all  voices. 


closed  O 

loo     a    E      O      Ah 

distinct  Ah 


Directions. 

1.  Position. — Erect,  firm,  chest  high.  Do  not  drop 
the  chin. 

2.  Endeavor  to  sing  each  vowel  on  the  same  high 
straight  line,  in  the  same  position  of  tone  placing  in 
which  yon  begin  "  loo." 

3.  Observe  the  position  of  the  lips  in  a  mirror 
(changing  position  on  each  vowel),  then  let  the  lips  move 
in  the  same  natural,  free  manner  when  you  sing. 

4.  Avoid  stiffening  the  lower  jaw.  Leave  the  chin 
quiet,  singing  all  the  vowels  with  the  mouth  position  un- 
changed (slightly  opened),  opening  no  wader  on  "  ah." 

5.  Allow  no  relaxation  of  high  tone  placing — as  the 
lips  move  in  passing  from  "oo"  to  "a"  and  "e." 
More  care  is  also  required  in  going  from  "O"  to  "Ah." 


\ 


Exercise  Thirty. 

The\^d  Open  O  Exercise. 

\  For  all  voices. 

For  SoprancMand  Tenor. 

n   pp     — \ —     o         Transpose  into  the  following 

ing  keys  : — 
D^-D-E^ 


4    I     J- 


— (2-M 


La  0 

distinct  ah  open  O 

«  U  PP Y> 


^ 


fc^=d=, 


?2_— 


Transpose  into  the  following 
keys  : —  -< 
Bb-B-C-D^ 


La  0 

distinct  ah         open  O 


Directions* 

1.  Sing  the  "  ah  "  PP,  in  a  light,  high  quality 
(mouth  opened  but  sightly.) 

2.  Begin  the  '-'0"  PP,  avoiding  the- slightest  move- 
ment of  the  lips.ar  chin*  \ 

3.  Remember  this  is  "open  O"  sungs^  in  "ah" 
position  of  yps  and  mouth.  Think  "  O"  do  riot  say  O 
with  a  closing  of  the  lips.  >w 

4.  ..Crescendo  easily   (not   forcing    the    tone),    with 
vement  of  lips  or  chin* 

Let  all  the  crescendo  come  above  in  head  reson-   . 
No  metallic  quality. 
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Exercise  Thirty-One. 

For  sustained  high  tones  on  "  Ah." 

For  all  voices. 

Soprano  and  Tenor. 


Transpose  into  the  following 
keys : — 


Contralto  and  Bass. 
P 


F-F#-G-A^ 


Transpose   into  the  following 
keys ;— 
E^-E-F 


Directions. 

1.  Position. — Stand  firmly  on  both  feet.  Do  not 
allow  the  knees  to  relax.    Chest  high,  ribs  well  expanded. 

2.  Place  the  tip  of  the  forefinger  between  the  teeth, 
to  get  the  correct  opening. 

3.  Sing  the  lower  tone  lightly,  high  in  position, 
steady. 

4.  Let  the  upper  tone  begin  as  easily,  no  louder, 
avoiding  any  accent  or  bumpy  attack,  no  portamento  or 
sliding  up  to  it.  Go  straight  out  to  E.  Think  the  high 
tones  out  not  up. 

5.  Crescendo  easily — firm  control  at  the  waist — - 
push  forward,  allowing  the  abdomen  to  sink  but  slightly. 


-.0 


I 


Exercise  Thirty-Two. 

The  Trill. 

For  all  voices. 

Slowly. 

up      down    left        right    up  d 


1    Jr               1 

j-#^r     1    1      i          1          1 

1- 

111111-11-1 

bfp  .  '  •     *     • 

A  "U         distinct  ah 

w— '    *    r~*    *    *    #    •    *-J 

down                 left 

right                       up                         down 

LEX ,__ 

A^        distinct  ah 

— h-    — i —    — i —    — i —    — i--l— -+— H 

Directions* 

3.  Tone. — Light,  high  quality.  Mouth  opened  but 
slightly. 

2*  Beat  Time  —  Always — Keeping  the  value  of 
each  eighth  and  sixteenth  note  exact* 

3.  As  the  upper  note  is  the  one  most  usually  slighted 
in  trilling,  it  would  be  well  to  accent  slightly  the  first 
note  in  each  beat  in  the  measure  of  sixteenth  notes. 

4.  Be  very  careful  to  preserve  a  distinct  ah  in  the 
measure  of  sixteenth  notes. 

5.  This  may  be  sung  on  each  degree  of  the  scale  as 
high  as  ease  and  freedom  of  tone  will  permit. 
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Exercise  Thirty-Three. 


For  all  voices. 


The 

The 

In 

It 

We 

Un  - 

The 

The 


art 
earth 
mirth 
stirred 
heard 
furled 
word 
curse 


\ 


Transpose  into  the  following 
keys : — 

Sop.—  B-C-D-D^-E^-E 
Tenor— B  -  C  -  D^  -  D  -  E^ 
Contralto— B  -  C  -  D>  D 
Baritone— B  -  C  -  D>  -  D 
Bass— A^  -A--B^-BC-D^ 


Directions. 

1.  Position. — Always  erect,  sing  out,  not  down 
toward  the  floor. 

2.  Place  the  tip  of  the  forefinger  between  the  teeth,\ 
and  sing  easily— u The  Art" — noting  the  easy,  open  ah. 

3.  Sing  ' '  The  Earth  ' '  in  precisely  the  same  position, 
beginning  "  earth  "  as  open  and  free  as  you  sang  u  art/' 
Do  not  mind  if  it  sounds  like  arth  at  first. 

4.  Now  endeavor  to  sing  it  open,  free,  giving  it  the 
correct  ''ur"  sound. 
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Exercise  Thirty-Four. 

For  Soprano  and  Tenor. 


For  Contralto  and  Bass. 


Directions. 

1.  <(  Tip  of  finger  "  position. 

2.  Begin  with  a  light,  "high  "  quality  of  voice. 

3.  Sing  each  note  of  the  group  in  exact  time,  even 
in  quality,  (no  accents),  and  very  legato. 

4.  Practice  slowly — cres.  slightly  in  ascending,  and 
dim.  in  descending. 

5.  Transpose  into  each  successive  key,  ascending  as 
high  as  can  be  done  with  ease  and  freedom  of  tone. 


Italian  Pronunciation. 

Vowels.  Consonants. 


It.  Eng. 

a  always  like  a  in  far. 
u       "  "    oo  in  cool, 

i        "  "     e  in  meet. 


E — long  sound  like  a  in  say. 
E— short     "         "    e  in  led. 
O — long      *'         "    o  in  low. 
O— short     "         "    o  in  for. 


E  and  O  have  the  long  sound 
when  the  syllable  ends  in  a 
vowel. 

Example — do-lo-re. 
They  are  short  when   the  syl- 
lable ends  in  a  consonant  and 
before  double  consonants. 
Example-for-za,  per-fetto,  ello, 
etto,  ente,  etc. 


The  e  and  i  in  It  should  be  very 
sombre,  not  pronounced  front 
on  the  teeth,  but  rather  back  in 
the  mouth,  full,  yawned. 


It. 

CO 

cu 
ca 

{ 

hard  like  c 

Eng. 

]    ko 
\    koo 
)    kah 

ci 
ce 

soft 

\    chee 
J    chay 

go 
gu 
ga 

{ 

hard  g 

)    go 

\   goo 
J    gah 

ge 

{ 

soft  g 

/  Jay 

chi 
che 

{ 

hard  like  k 

)    kee 
)    kay 

ghi 
ghe 

{ 

hard 

\  gee 

/  gay 

sci 
see 

{ 

like  sh 

\    she 
J    shay 

schi 
sche 

{ 

like  sk 

")    skee 
J    skay 

r — always  trilled. 

rr — trilled  very  strongly. 

s — between  two  vowels-z. 

-ts. 


In  double  consonants — ello,  etto,  enni,  gemma,  etc.     Prolong 
the  first  one. 


ii 


German  Pronunciation. 

\ 

Long  a  like  ah,  For  Example— war,  Vater,  gar. 
"  ^e     "     a      m     "              — ehre,  schwBr,  weg. 
"      i  ■     "     5            l<              —  wir-,  dir. 
"     o     "    o            "              — Dom^or, -yh#.  ^" 
"     u     "    oo            "               — Blut,  gut,  Hut. 

Short  a  like  ah  (but  not  so  prolonged  when  it  comes  before  double 
consonants),  Exainple — dass,  alien,  fall. 


Short  e  like  eh  (when  it  comes  before  double  consonant) — wenn, 

Herz.  -  4B^./'.-Jb3     -A'"*V 

Short  i  like  in— wird,  wind,  will. 

Short  o  like  o  in  not — Gott,  Spott.       . 

. , 

a  as  in  Rader,  Thrane — (have  no  equivalent  in  English.) 
o  as  in  Sonne,  schon —  \    Must  be  learned 
u  as  in  duster,  miide —  >      from  the  teacher. 

eu  as  in  freude    — 1    ,.,  k  V 

>   like  oy  in  joy. 


au  as  in  auglein  —  -> 

ei  as  in  zeit,  weit — (like  i  in  night.) 

ie  as  in  wie,  die — (like  ee  in  see. ) 


sh  at  beginning  of  a  word  like  slip, 
st    "  "  "       "         "      sht. 

„  <<  fe»         It  <<  <<  (<  4-j, 

11 


*■**<*%*"  «         <\  %«{     z. 

v       <(  ((  tt  (<  tt         r 

e  before  rn,  rs,  rz,  like  eh  (in  English) — Ex.'s — gern,  stern,  fern, 
Herz,  etc. 

ng  and  nk  always  make  preceding  vowel  short — Ex.'s — singer, 
sinken,  Rang,  Ranken,  jung. 

ch  after  *e,  i,  r,  4>,  is  softened  like  h  in  hew. — Ex.'s — ich,  mich, 

Pech,  durcji,  Bachleiji,  dich.  «.  . 

_ -„  ^ * — ^^_    '•       

ch  after  a,  o,  u,  au,  is  gutteral  (back  in  ink  movrui)— %x.'s— ach, 
auch,  L,och,  Buch,  lachen.       .       *  m  ^ 


-v 


/  ♦  £  £  m     Repertoire. 


It./  J&>  6*< *t» «±. 


UUmk, 


%6. 


-»  rr 


** 


, 


■tw 


*  ■  ••    ^  *  ^M   %*--      V^*   5* 


'4 


3 


